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The study of Japanophone literature (Nihongo bungaku) has recently emerged as a new area within Japanese literary studies.
Scholars consider the category as part of the legacy of Japan's colonial language policy and often focus on its subversive and productive possibilities in revealing the asymmetrical dynamics of languages and facilitating the expansion of the scope of Japanese literature. One of the features of Nihongo bungaku is its bilingual textual elements and the authors' bifocal cultural rendering of the text. This article builds on the notion that all translated texts are hybrid texts (Schaffner and Adab, 2001 ) and seeks to explore the potential for Japanese writers to participate in the production of Nihongo bungaku, in particular in the milieu of Sino-Japanese literary interactions. It first considers issues of bilingualism and diglossia and the historical kanji-kana graphic interface, asking whether the mixed graphic system fits into a scheme of (non) translation. Finally, the paper discusses the recent bilingual novel I Became a Cat by Yokoyama Yūta to examine his use of lexical innovation, textual hybridity, and parody. I seek to demonstrate that Yokoyama's playful gestures toward translation, transliteration, and bilingual and translingual praxis relocate Sōseki's canonical work out of the Meiji domestic environment and turn it into a bi-cultural global text.
Keywords Japanophone(日本語)，Translingual practice(言語横断的実践)，Kanji sphere(漢字圏)，Phonetic interface(音声のインタフェース)，Hybrid texts (混種テキスト) 1 Introduction: Translingual Practice in bilingual, hybrid texts
It is now a well-accepted fact that, through its colonial enterprise in the first part of the twentieth century, modern Japanese literature was infused with a new set of multilingual and multicultural characteristics. Although this textual heterogeneity faded in the long postwar era, it has recently been reclaimed to a certain degree.
With productive contemporary writers such as Tawada What marks this new body of literary production is that it expands the conventional definition of Japanese literature and creates a space where not only non-native Japanese writers can exercise their creative urges within the Japanese language, it also now provides a fertile ground for Japanese writers to experiment with their own language when it comes to writing fiction. The cross-fertilization of this bi-directional translingual (and transcultural) praxis will, I believe, usher in a revised conceptualization of what constitutes "Japanese" literature and provide a new and inventive contour of fiction. The discussions of Nihongo bungaku tend to hane a unidirectional focus on non-native writers who operate in the realm of Japanese language. This is true in the study of Japanese colonial literature but also true in the contemporary literary domain where the effort and hardship of committing and conforming to a different language are highlighted. Less explored are writers on a reverse trajectory of this cross-lingual and cross-cultural process.
In this article, I explore the possibility and potential Nihongo bungaku has for native Japanese writers seeking to renew their own creative drive as well as the national language. In particular, I will look at Yokoyama Yūda's 2014 novel I Bilingualism, when discussed in the context of contemporary Japan, tends to be framed as a pedagogical and education policy issue, an approach in Japan's attempt While bilingualism has ties to personal choice, speaker ' s experience, and the process of language acquisition and the formation of linguistic identity, diglossia denotes a socially constructed hierarchy of linguistic spheres that are synchronized with distinct geographical locations, gender, class, and profession. Mukul Sexena modifies diglossia into something he calls "critical diglossia," which suggests that diglossia is by no means a " natural state " of language but needs further inspection of the ideological, socio-cultural, economic and political dimensions of its origin.
Sexena's critical engagement with diglossia exposes the internal tension that exists in this twofold linguistic structure in bilingualism or diglossia. The narrative begins with a preface (jo), a frame story, in which a purported unnamed author who lives in China relates that a Chinese friend, Mr. Ma, asked him to recommend a Japanese novel that does not contain so many katakana because the graphic system of katakana reads like a " spell (呪文) or encryption(暗 号) " and this is the most difficult aspect for a non-Japanese to decipher. Without much hesitation, he recommends and lends the friend a copy of I Am A Cat. The said friend, after a few days brings the book back complaining about how old fashioned the language is and that the author Natsume ' s use of Chinese kanji was confusing. Motivated by Ma's predicament, the author decides to write a novel geared toward Chinese readers who are learning Japanese. The protagonist of the novel Kakeru (Junjun 駿駿 in Chinese) is a seventeen year old bi-racial high school student who lives in Shanghai and attends a Japanese high school. The protagonist remembers fondly how his Japanese father used to visit his mother and him every year from Japan and play catch with him. Now, however, the father had passed away and the original plan to attend university in Japan has become unachievable.
Geographically, the story takes us from Shanghai to Suzhou, where the protagonist is to attend university, and finally to Tokyo, and finally the journey ends with a visit to a maid café at the mecca for the Otaku tribe, Akihabara. In the following, I will highlight two aspects of Yokoyama ' s textual experimentation: bilingual lexical innovation and textual hybridity.
Lexical Innovation
The text employs multiple inventive notational systems to simultaneously introduce and translate current Chinese lexical items to readers. The coinage can roughly be separated into three categories: First, lists of objects (appliances, places, fruits, proper names, automobiles, etc.) pop up throughout the text. This category is the most easily understood by both Chinese and Japanese readers since these terms do not deviate too much from their original meanings.
The second category is in fact reversing the function of katakana in designating foreign loanwords (gairaigo 外来語) by translating Western terms first into Japanese katakana representation, then finally Chinese translation.The triple translation process familiarizes the terms for Japanese readers.
The third category is more complex and creative. It take a strategy similar to the jukujikun 熟字訓, a system also refers to as a semantic loan (shakui hyōki借義表 記) that has a long history in Japan. Unlike the more conventional sound reading (onkun 音訓) where the reading is regularized and limited to one or several sets, this type of reading and representation of kanji does not align in a traditional way, but is rather connected through a seemingly random linkage of Chinese characters and Japanese pronunciation based on both languages. By doing this type of representation, Yokoyama created a system that parodies the macaronic language, a vernacular that playfully combines a language (mostly European languages) with Latin ending that sometimes also jestingly refers to as " dog Latin. " Using this tactic, the text generates numerous bilingual puns through visuality. Besides the linguistic (bi-lingual) and formalistic (hybrid text) implementation, Yokoyama also employs multiple generic devices to further complicate the narrative.
Textual
The text is peppered with haiku (which the protagonist and his fellow students compose in their Japanese language classes), J-Pop lyrics, passages from Chinese school textbooks, street signs, and the public announcements that are ubiquitous in The description of this bi-lingual limerick seems to be the perfect metaphor for describing the figuratively literal symbiotic coexistence yet functioning distinctive relationship between the Chinese and Japanese languages. The two languages share semiotic codes and have a long intertwining historical and cultural relationship that can be described as an object and its " shadow. " Yet, " what works for one layer of system does not necessarily work for another" also suggests that the two systems complement/accommodate each other but remain distinct.
Conclusion
Kakeru remarks on the poverty of one-layered orthographic systems such as Chinese, English, and Arab, which do not possess the aesthetic pleasure of mixed transcriptions. He further finds stability in an orthography that balances kanji and hiragana: "though not particularly efficient (as a writing system), they complement each other and each has its own beauty" あまり経済的とは思えないが、双方が補完し 合っている様子はそれなりにうつくしい (pp.38-39) Kakeru also characterizes katakana and foreign loan words, which now occupy about 30% of the Japanese lexicon (the number in 1994, an increase from less than 10% in 1956) 7 as "detestable" and "confusing" and hopes for a day when the interference of US/English can be eliminated and the "strategic mutually beneficial, beautifully harmonized relationship between kanji and hiragana" can be restored. (p.39)
The protagonist Kakeru has devoted much time to contemplating the many issues of Sino-Japanese transcription, conversion, transmutation and intercultural communication, and despite his mixed blood heritage and his many years of Japanese education (in Shanghai), his journey to Japan and to Akihabara specifically brings an unexpected cultural shock. As he steps into the maid café, the maids speak in "cat language" 猫語 (one of the moe 萌え elements in Otaku culture) that is totally incomprehensible to Kakeru as his world of bi-logocentric order deteriorates into a phonocentric world of (in Kakeru ' s mind) random and arbitrary utterances. proposed " a general strategy of deconstruction " in saying " to deconstruct the opposition is above all, at a particular moment, to reverse the hierarchy." (Positions, pp.56-57) Yokoyama ' s bold experiment through code-switching in this sense can be seen as his mischievous attempt to subvert the hierarchy of the trinity of hiragana, katakana, and kanji.
